The interactive performance installation, Killjoy's Kastle, was staged in Toronto in October 2013 and then again in Los Angeles in October 2015. A truncated version of the work was exhibited at the British Film Institute in 2014. In the Toronto and Los Angeles iterations, I performed the role of Demented Women's Studies Professor Tour Guide. On 14 April 2017, I sat down with Allyson Mitchell and Deirdre Logue to talk about this monstrous project. The work is physically, intellectually, and ideologically immersive: labyrinthine, theoretical, and queer. The performance is not interactive; it is tactically exploratory, and explanatory, taking the spectator through a fantastical version of what Judith Butler termed the "site of collective contestation," that is a queer community (Butler 19) . Queer communities acquire affinities through desire, deviance, and sometimes ostracization. According to Sara Ahmed, "We generate ideas through the struggles we have to be in the world; we come to question worlds when we are in question" (Ahmed 22) . This "questioning of worlds" is one response to being questionable, and it is integral to the show's genesis and development. Killjoy's Kastle positions the audience as the norm in contrast to the subcultural others who inhabit its nooks, crannies, kitchens, hallways, dance floors, and caves. In the following conversation Mitchell, Logue, and I talk about how the immersive environment of the Kastle worked, and how the ideas behind it were generated. We touch on the ways that the role of the spectator is uniquely voluntary when no money is exchanged, and when spectatorship is experiential and highly personal. Further, we delve into the specific impact the project has had on the artists behind its creation and the hard, hard labour of creating a conjectural immersive world. Every performance of the final run of the show in Los Angeles was filled to capacity, but there are no plans for a remount. Killjoy's Kastle lives on through those who created and performed it, saw and experienced it, read about it or heard tell of it through gossip, rumour, and hearsay.
The Interview
Moynan: Allyson, you once told me that there was a sort of "brain-flipping" that went into the translation from Christian hell house to lesbian feminist haunted house. In the Christian tradition, afterlife ideology is always articulated as space; after your sojourn on earth you go to hell, or to heaven, and are condemned, i.e. immersed, into that world for eternity. How do you translate the immersive model from Christian to queer when it comes to inserting your audience inside an ideology or a way of life?
Allyson: We did a great deal of planning and thinking and theorizing around the concept of queer immersion but it was really all practice-based research, asking the question "How can lesbian feminism be immersive, ideologically as well as materially?" We could theorize about it, but it wasn't until we were actually trying to construct it and immerse people into it that we learned how it worked exactly. When we produced Killjoy's Kastle in Toronto we had the full cast of performers animating the installation for only one night. When we did the next full version in Los Angeles we knew we needed those performers to be there all the time: it was lacking without them; it didn't work the same way; it didn't do the same thing. The immersion into queer culture that you're talking about was a juggling act for us too, between engaging folks who are well-versed in queer theory, culture, art, and histories and also around making it accessible to people who have little or no concept of lesbian feminist culture, which is why you have a Demented Women's Studies Professor Tour Guide. So it's "101" to a certain extent but also you are thrown in and you're going to have to figure it out. So that's part of the immersion too-you're pushed into the pool.
Deirdre:
The immersion started for us long before that. We had to immerse ourselves into the Christian fundamentalist culture when we masqueraded as wannabe Hell House producers in order to get the DVD instruction set, which shows you how to do it.
Allyson: That was terrifying; I was so scared of calling that evangelical Christian guy to make the order because I had watched the documentary film Hell House and I was scared of the wrath! Deirdre: What the Christian hell houses do so successfully, and what the Christian right does so successfully in other ways, is that they use space and theatricality and ramp it right up. They take theatre to its absolute extreme: Plexiglas floors with demons underneath, incredible diorama style scenarios playing out-it's very intense.
Allyson: And also the people that are performing it are parishioners, so they're immersed into the religion… Deirdre: And the true radicality of it is their passion. They know this is right.
Moynan: And it's righteous; they know they are right and that they have the right.
Deirdre: Absolutely. It was fascinating to see how successful they are in their efforts to achieve the moment to possibly change somebody. It's so complete.
Allyson: However, that was not the goal of Killjoy's Kastle; it's not a translation, as in "I see how you're doing that with your ideology and we want to try that with a different ideology." It was more of an exploration or questioning rather than a dogmatic knowing.
Moynan: In Killjoy's Kastle, the process of immersion starts outside the installation itself, in the line-up with an instructional undead Valerie Solanas, and then the hall of warning signs, the Graveyard of Dead Feminist Ideas, and the café of the Lesbian Zombie Folk Singers before even entering the Kastle proper. The long process of immersion into this piece works on various levels: first, it provides plenty of time for the audience to adjust to the paradigm shift ahead; and second, it functions as a method of providing basic information because there really is actually a lot to learn and figure out. Moynan: This porousness and curiosity on the part of the audience brings us back to the question of subcultural or culturally specific knowledge and how to immerse an audience into a version of that. It's not that we are trying to keep secrets; it's just that we have a whole lot of knowledge that comes from our embodied experience.
Allyson: Right, but the Kastle isn't some sort of a public relations outreach project.
Deirdre: I want to get back to this thing about the secrets and so on. Killjoy's Kastle was so unfamiliar in terms of its expectation, to all of us. It had a journey, and it had a process of discovery that was collective. When you walk into the Haunted House there is discourse available to you right away in the signage, as a kind of introduction… Moynan: Lee Edelman would call that the "framework of expectation" (Berlant and Edelman 3). You set up that framework and it affects every aspect of your experience.
Allyson: Yes, and people also have an expectation of how and where they consume art. Both of the full performance versions of Killjoy's Kastle happened in non-traditional art sites rather than in a museum or gallery. In Toronto, we were in a warehouse accessed through a back alley. In Los Angeles, we were in a courtyard and community centre in the middle of an urban park. These are locations where there is no front desk and there is no barrier either material (like stanchions and security guards) or conceptual (like social mores) between the audience and the art. It is non-commercial, and it isn't sanctioned. The audience is as much a part of the art installation as the paintings, sculpture, and performers.
Deirdre: A lot of the art that ends up taking root in the public imaginary is work that can't be commercialized, can't be purchased, can't be acquired.
Moynan:
That's an important aspect of immersive art-it's experiential; you can't buy it and own in it the same way.
Allyson: And words fail when trying to articulate a description of the experience.
Deirdre: An encompassing one.
Moynan: It's immersive and it's personal. I would like to turn now to the phenomenological experience of Killjoy's Kastle-the way the spectator takes in the experience through the senses. I'm thinking about, for example, the smell of the bodily presence from the Paranormal Consciousness Raisers. As a tour guide, I would always ask people to just stop and take a deep breath when we got to this part of the Kastle. An immersive experience can affect us sensorily and the way the Kastle did that was quite intense at times. ctr 173 winter 2018
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Deirdre: A couple of months after the show I put on a piece of clothing and-you know how sometimes you find a piece of hair in your clothes? -but the hair I found was 7 feet long and I was like "what's this?" It's from that hairy hole, in LA, and it still resonates in our lives.
Moynan:
That's part of the plethora or too-muchness, the overwhelming too-muchness of this project.
Allyson:
These sensorial elements are difficult to quantify, like the multiple and layered soundscapes and the subtle sculptural and detail work. For example the large-scale books in the Riot Ghoul and Gender Studies Professor Dance Party are animated by performers. These paper maché books are four to six times the size of a real book, and they are reproduced almost exactly, as art objects, like their originals, so they have an uncanny quality. Another example is the pussy archway, which was made from hundreds of stuffed animals and was so labour-intensive, and you kind of feel it but you only experience it for seconds while so many other things are going on around you. I believe that these layers add to the meaning and the phenomenological experience that you were referring to. The details may only enter your consciousness for a fleeting moment but they accumulate as you move through the installation.
Deirdre: It's like a dream that you know you're supposed to remember at your analyst's the next day. "I remember something about a doorway…"
Allyson: Yes! And the sound pieces were important for creating this effect too but they are even more ephemeral. We created soundtracks, like the one that went with the Polyamourous Vampiric Grannies, which was constructed using seventies music from the womyn's music movement mashed up with horror sounds and nature sounds. We did a similar editing and morphing strategy with riot grrrl music for the Riot Ghoul dance party. The effect is haunting and scary. We know that whole soundtrack by heart.
Moynan: I can hear it as you talk about it.
Allyson: It is immaterial, and it creates a richness of layers. The fact that it is stuck in your head means that it is haunting in the way we hoped it would be.
Moynan: I think these are really important aspects of an immersive performance. It has to do with creating a world, a world that your audience buys into.
Allyson: Details like the fabrics and sounds were not displayed in the way that art is typically displayed in a museum or gallery,
Moynan King (in a black onesie on the right) as the Demented Women's Studies Professor leads a group through the Kastle.
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where it would be lit so you could see it and step back from it. In Killjoy's Kastle, the art is the architecture. The visitors, sculpture, performance, and sound pieces are the space. Details like the fabrics and sounds didn't matter in the way that art, if it were displayed in a museum or gallery, would matter-it was more like you're being thrown into it; you are being immersed in the details.
Moynan: It matters, but it matters differently, and it's hard to assess how it matters because it's phenomenological and entering our consciousness through all of your senses and from all different directions, but we can't know exactly what it might mean for any individual.
Deirdre: That's part of this larger arc that we are all involved in around cultural production, feminist politics, and lesbian experience. We collectively amass around an energy and then it breaks apart. I really do think of the Kastle as an artwork as well as an uncontainable entity. I think we should make more art with that expectation, that it's an uncontainable entity.
Allyson: You know, as an artist, that you've had a fully immersive experience when almost a year after the exhibition is over you are still dreaming about it. It took that long before I didn't dream of being inside that space every single night, every single night: different dreams, different locations, often in some sort of technical struggle like trying to pull a plug to an outlet and it just wouldn't reach. Almost like waitressing dreams, for anyone who has done work like that.
Moynan: Repetitive labour dreams.
Allyson: I remember the first morning that I woke up and I hadn't been in the haunted house the night before.
Deirdre: And then the phone rang and it was David from the ONE National Lesbian and Gay Archives… Allyson: A literal hag.
Deirdre: There are art projects that come and go, that you are proud of, and then there are other projects and times when you take enormous risks, if you're lucky and have the capacity and the confidence to do so. This is where the community and the collaboration comes in to create that capacity. This project extended us beyond our capacity, and these are the projects that resonate in you for the rest of your life. Truthfully, those are the only fucking things I ever want to make. After making the haunted house, things changed for us, I think. We're different now.
Allyson: It's interesting because we've been talking for the last little while about how immersive it was for us as artists-but I can't know what it was like for anyone else.
Moynan: I'd love to know what it was like as a spectator.
Allyson: You never will. 
Works Cited

About the Author
Moynan King is a Toronto-based writer, director, actor, and scholar. As an actor she has over forty professional theatre and film credits. As a director and dramaturge she has worked with some of Canada's most exciting artists, and her solo and collaborative performance pieces have been presented across Canada and the US. Her book Queer/Play: An Anthology of Queer Women's Performances and Plays was released in November 2017 by Playwrights Canada Press.
